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ABSTRACT
The following thesis is a brief view of production of UNO’s Spring 2009 production of
Shakespeare’s classic comedy Much Ado About Nothing. This thesis will include analysis,
research, production book, documentation from the production, and an evaluation of the
process of bringing the production to life. The play was performed in New Orleans, Louisiana,
at the University of New Orleans Performing Arts Center Robert E. Nims Theatre on April 23, 24,
25, and 30 as well as May 1, 2, and 3.
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INTRODUCTION
The following thesis is a documentation of the process, research and production of
William Shakespeare’s classic comedy Much Ado About Nothing. The thesis is divided into
chapters and appendices. The following introduction will breakdown and explain the contents
and purpose of each chapter.
Chapter 1 is a brief biography of William Shakespeare. It will very briefly discuss how he
came to be known as the world’s greatest playwright.
Chapter 2 is the director’s analysis of the play. The basis for this analysis comes from
Francis Hodge. Each section is divided by roman numerals; specific questions are included as
are answers.
Chapter 3 is the director’s concept for the play. The director recounts how the
production came to be and how specific choices regarding the time period for the production
were made. The chapter discusses, briefly, the Messina in 1912 setting.
Chapter 4 is a brief look at the process of bringing the production to the stage. It
includes some information about the rehearsal process, production meetings, and the eight
performances of the play that took place.
Chapter 5 is a self‐evaluation of the process and production. The director explores his
weaknesses and strengths as a director and evaluates his work on this particular production.
Included in the Appendix are several important things for this production. First is the
director’s script for Much Ado About Nothing, which includes the director’s notes on meanings
of words throughout the play. Also included is the director’s power point slides for his concept
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presentation to designers, reviews of the production, the production poster, production
program and some production photos.
The Vita lists the information about the director of Much Ado About Nothing, who is also
the author of this thesis. The table of contents at the front of the thesis will provide specific
page numbers for each chapter and appendix.
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1
A BIT ABOUT SHAKESPEARE
William Shakespeare is, “now regarded as the greatest writer in the English language
and the world’s preeminent dramatist. His plays have been translated into every major living
language and are performed more often than those of any other playwright,” (Burke 137).
These are some bold statements to make about a man who lived for only 52 years some
400 years ago. However, those 52 years will forever be remembered and celebrated for his 38
plays, 154 sonnets, and 2 epic narrative poems. Shakespeare and his works have been written
about, adapted and copied ever since. According to the Internet Movie Database (IMDB) 762
movies and/or telemovies have been made from Shakespeare’s plays, making Shakespeare the
most prolific screenwriter in the history of cinema. Several thousand books have been
published about Shakespeare, as well. He has been written about by a great many scholars
more learned than I. However, as the credited playwright of Much Ado About Nothing, he has
been a major influence on this thesis. As such, this chapter will briefly outline the life and
career of this great man and artist.
It is interesting to note that with so much having been written and explored about
William Shakespeare, there is still so much unknown. “Given the few available facts about
Shakespeare’s life and personality, biographers have had to fill the gaps with deduction,
speculation, and imagination,” (Dunton‐Downer, Riding, and Love 9). With so many
facts up for interpretation, it has come under question as to whether Shakespeare actually
wrote all of the plays and sonnets for which he is given credit. No substantial proof has been,
or most likely ever will be, found to appease all scholars.
3

Trusting that Shakespeare did write all the works that he is credited for it seems to be
that his career as a writer lasted only approximately twelve years from 1590 to 1612. That is an
astonishing canon to be credited with in only twelve years.
“The proven facts about Shakespeare’s early years all come from church documents,”
(Dunton‐Downer, Riding, and Love 9). As such, there is no record that states his exact date of
birth. What is known is that he was baptized at Holy Trinity Church in Stratford on April 26,
1564. It seems to be tradition that Shakespeare’s birthday is three days prior on April 23, St.
George’s Day (the patron Saint of England, and several other countries). This is most likely the
popular opinion because this date precedes his birth by three days, and more historic and
memorable because April 23 is the day that Shakespeare died 52 years later.
“More can be deduced about Shakespeare’s childhood from records about his father,”
(Dunton‐Downer, Riding, and Love 9) and grandfathers. His grandfathers knew each other. His
paternal grandfather, Richard Shakespeare, was a farmer who rented land from his maternal
grandfather, Richard Arden, in the village of Snitterfield. Richard Shakepeare’s son, John, at the
age of twenty, in 1550, moved to nearby Stratford to start a glove‐making business. It must
have prospered, because a few years later he bought a house that would come to be known as
the birthplace of William Shakespeare. Soon after, two significant things would happen for
him; his marriage to Mary Arden, the youngest daughter of Robert Arden, his family’s former
landlord and becoming a member of the town council. Throughout William’s young life, John
continued to be active with the town government. “In 1561, he was elected one of two
chamberlains of the borough; in 1565 he became an alderman; and in 1568 he became the high
baliff – in essence, mayor of the town,” (Shakespeare, Cross, and Levin vii).
4

During this time many children died during their first year of life. This was the fortune
to befall John and Mary Shakespeare’s two children that preceded William. “Thus Shakespeare
– the third of eight, but the first to survive infancy – was born into a solidly middle‐class family
in a provincial market town,” (Rosenblum 5).
“As the son of a municipal officer, the young Shakespeare was entitled to a free
education in the town’s grammar school, which he probably entered around the age of seven,”
(Rosenblum 5). According to Essential Shakespeare Handbook, Stratford’s grammar school had
established an excellent reputation due in large part to a largely Oxford educated teaching
staff. Around the age of 15 or 16, most of the good students from wealthy families would move
on to Oxford or Cambridge universities. This was not the case for William. “In 1576, at the age
of twelve, Shakespeare’s childhood ended. His father’s business collapsed and his parents
started selling off family property including his inheritance from his grandfather, Robert Arden.
The wool industry was hit by a recession and the government was cracking down on illegal
dealers like John Shakespeare. By 1578, heavily in debt, John Shakespeare had stopped
attending the town council and was embroiled in various lawsuits. As a result, around the age
of fourteen, Shakespeare had to quit school and presumably started earning his keep,”
(Dunton‐Downer, Riding, and Love 10).
The next decade or so of his life are, by many, referred to as his “lost years”. Little is
documented about what Shakespeare did in these years. Again, everything relies on church
documents and biographers filling in the gaps. He was still living in Stratford in November 1582
when, at age eighteen, the banns for the marriage of William Shakespeare to Anne Hathaway
were issued in the Episcopal Diocese of Worcester. (“In the United Kingdom, under canon law
5

and by statute, banns are the normal preliminary to marriage; the public legal notice of an
impending marriage,” (“Banns of Marriage”).) “Anne Hathaway was probably the eldest
daughter, and one of seven children of Richard Hathaway. There is no record of her birth, but
from evidence offered by her burial tomb, we assume that she was seven or eight years older
than her husband. Beyond these simple details little is known about Hathaway, or for that
matter, of her marriage to William Shakespeare. The birth of their first child, Susanna, was
registered on May 26, 1583, less than six months after the couple was married. Susanna was
soon followed by twins Hamnet and Judith on February 2, 1584,” (Shakespeare, Cross, and
Levin vii).
Continuing with the study of William Shakespeare’s lost years, no documents have been
found detailing the events of Shakespeare’s life from 1585 to 1592. We know that the next
major period of Shakespeare’s life was in London. “The first reference to Shakespeare in
London in 1592 indicates clearly that he was already making his mark as a playwright, which
implies that he had been working as an actor for some time before trying his hand at writing.
By 1592, he had probably completed his tetralogy on the War of the Roses, (Henry VI, 1‐3 and
Richard III] as well as Two Gentlemen of Verona,” (Dunton‐Downer, Riding, and Love 11).
This is believed to be the case, in part, because of the style these plays are written in
and also conclusions have been drawn from notes by “the Rose’s owner, Philip Henslowe, who
reported a good take for ‘harey the vi’ – one of the Henry VI plays – on March 3, 1592,”
(Dunton‐Downer, Riding, and Love 12).
By 1592, there were 3 theatres all trying to stage work as often as possible with the
Theatre (built in 1576), the Curtain (1577), and the Rose (1587). “Shakespeare was only one of
6

scores of playwrights trying to satisfy the needs of these new permanent theatres.
Shakespeare’s early plays were presented at the Rose, London’s most popular theatre in the
early 1590s…In the 1590s, Shakespeare devoted himself principally to history plays and
comedies, yet little is known of his personal life. With lodgings in Bishopsgate near the Theatre
playhouse, Shakespeare was well settled in London,” (Dunton‐Downer, Riding, and Love 12).
The summer of 1592 saw an outbreak of the plague that forced the closure of London’s
theatres which, “prompted many theatre companies to resume their tours of the provinces.
Shakespeare chose not to join them, instead trying his hand at poetry,” (Dunton‐Downer,
Riding, and Love 12). This would prove to be a lucrative decision for him, as he found a patron
in Henry Wriothesley, 3rd Earl of Southhampton, to whom he dedicated two long narrative
poems Venus and Adonis and The Rape of Lucrece, both of which were quickly published,”
(Dunton‐Downer, Riding, and Love 12). This gave Shakespeare a new popularity and additional
funds to work with.
“By the fall of 1594, the plague had abated. Some players found a new patron in the
new Lord Chamberlain. In October of that year, the Lord Chamberlain’s Men was founded, its
shareholders included Shakespeare and his actor friends Will Kemp and Richard Burbage,”
(Dunton‐Downer, Riding, and Love 12). Now Shakespeare earned money not only for his plays
being produced, but he also shared in the profits made on each production. For the rest of his
career he would remain attached to this company. This financial success allowed Shakespeare
more freedom.
There is also evidence that shows that Shakespeare stayed in close contact with
Stratford‐upon‐Avon. Unfortunately, his family suffered a terrible loss when Hamnet, his only
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son, died having lived little more than eleven years. He was buried August 11, 1596. Following
this event, Shakespeare used his earnings from the theatre to buy New Place, one of Startford’s
grandest houses, as a family residence. He continued to purchase other lands and property for
years. Following the loss of Hamnet, Shakespeare had a new focus on his remaining children. It
is believed that, “Shakespeare’s affection for Susanna and Judith may be reflected in the witty,
saucy, but lovable heroines of his greatest comedies,” (Rosenblum 9).
A major event in Shakespeare’s life, professionally and personally, happened in 1599
with the opening of the Globe theatre. It soon became considered London’s best playhouse,
with space for 2,000 spectators. Another event to note for Shakespeare in 1599, was the first
production of Much Ado About Nothing. Following its production, it was first published in 1600.
For the next decade or so, most all of Shakespeare’s new plays were presented there, and this
resulted in more prominence and also much more money. Another development that helped
Shakespeare, and also assisted with his celebrity and wealth, were the invitations from the
monarch to perform at court. Before her death, Queen Elizabeth I invited Shakespeare and the
Lord Chamberlain’s Men to perform thirty‐two times. After Elizabeth’s death James VI of
Scotland ascended to the throne, becoming King James I of England. “Just days after he
succeeded to the throne, he adopted the Lord Chamberlain’s Men (becoming the King’s Men).
Between 1603 and Shakespeare’s death in 1616, his company appeared before James on 177
occasions, more than all other companies put together,” (Dunton‐Downer, Riding, and Love 13).
Another plague outbreak in 1603 closed the theatres for most of the year, but
Shakespeare kept working. In 1601, he had a monumental success with Hamlet and he used
this time to refocus his efforts on tragedies. “In an explosion of creativity between 1604 and
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1607, he wrote Othello, King Lear, and Macbeth. What prompted this shift toward these dark
explorations of the human soul? Some suggest that his father’s death in 1601 or perhaps his
own fortieth birthday in 1604 brought on a life crisis. Others speculate that years of hard living
in London, far from his family, spawned a sense of personal failure,” (Dunton‐Downer, Riding,
and Love 13‐14).
After his “creative explosion,” Shakespeare continued to write, but not as much as he
had previously done. He continued to split his time between London and Stratford until 1614,
at which time “everything suggests he finally made New Place in Stratford his permanent
home,” (Dunton‐Downer, Riding, and Love 14). He lived to see both of his daughters marry. It
seems to be widely accepted that at his youngest daughter’s (Judith) wedding on February 10,
1616, Shakespeare, “drank too much, sweated in a hot room, walked out hatless and cloakless
and caught a chill,” (Dunton‐Downer, Riding, and Love 15). This chill led to pneumonia and ten
weeks after Judith’s wedding on St. George’s Day, April 23, 1616 William Shakespeare was
dead. “He was buried beneath the stone floor of Holy Trinity Church, where he had been
baptized fifty‐two years earlier,” (Dunton‐Downer, Riding, and Love 15).
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2
MUCH ADO ABOUT NOTHING: A DIRECTOR’S PLAY ANALYSIS
The following directing analysis format is taken from several places. The foundation for all of
this analysis comes from Frances Hodge’s book Play Directing: Analysis, Communication, &
Style. It has since been adapted by several instructors and directors more experienced than I. I
have used adaptations by Chuck Gorden and Steve Strickler to create this analysis.
All page numbers used in this analysis, refer to my director’s script that can be found in the
Appendix, under Section A. Also there will be certain places where the analysis will directly
refer to Shakespeare’s script and when the text is used to enhance our production’s setting of
Italy in 1912. When this happens, the section will begin with W.S. or 1912.
Given Circumstances for the Play
I. Time
A. In what year and season does the action occur?
W.S.
No specific year is stated. Although there are no specific seasons mentioned, it can be
concluded that the play must take place in spring or fall. There is no mention of
weather and as much time as they spend outside, on the island of Sicily, there would be
mention of the summer heat or the winter winds if they existed. There is mention of a
war that they are returning victorious from, but there is no mention of what that war
was.
1912
May following a successful military campaign in the Italo‐Turkish War.
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B. Can the passage of time during the play be determined accurately?
The entire play takes place over the course of a little more than a week. There is
evidence in many of the scenes to let us know how much time has passed or will pass
between scenes.
•

Act I, Scene i (I.i) – Takes place during the day (on the day that the solders return from
war).

Don Pedro: We shall have reveling tonight (9). He is referring to what will happen in Act II,
Scene i.
•

I.ii and I.iii – Take place the same day I.i. Makes references to the evening’s celebration:

•

I.ii – Antonella: This night in a dance. (10)

•

I.iii – Don John: Let us to the great feast. (12)

•

Act II, Scene i – Takes place the same day as I.i. Begins that night after dinner, but
before dancing. Leonato: Was not Count John here at supper? (13).

•

II.i – Also makes reference to another future event saying that the wedding that will
happen in IV.i will happen in 7 days. Leonato: Not till Monday, my dear son, which is
hence a just seven night. (21).

•

II.ii – Follows the marriage proposal and acceptance of II.i. No specific mention of time.

•

II.iii

W.S.
Unsure of specific day, but happens after the proposal and before the wedding.
1912
We do know that it takes place in the morning. Claudio: How still the morning is. (25).
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Act III, Scene i – This scene takes place the day before the wedding. (Six days after II.i).
Ursula: When are you married? Hero: Why, everyday, tomorrow.” (34)
•

III.ii – Same day as III.i. We know from the plan that Borachio mentioned in II.ii, that
they are going to visit Hero’s window the night before her wedding. So, Don John
inviting Claudio and Don Pedro to watch that window, makes this scene take place the
day before the wedding, just like III.i.

Don John: go with me tonight … but till midnight. (38)
•

III.iii – Later that same night, but after midnight.

Watch 2: sit upon the bench till two. (42).
This scene takes place after Don John has taken Don Pedro and Claudio to Hero’s window.
We know this because in the scene, Borachio enters and tells Conrade the story of
deceiving Claudio.
•

III.iv – This scene takes place the next day. The day of Hero’s intended marriage.

Beatrice: tis almost five o’clock cousin; tis time you were ready. (45) Beatrice is speaking of
Hero being dressed and ready for her wedding.
•

III.v

W.S.
This scene takes place the same day as III.iv.
This scene also gives us a clue as to when IV.ii takes place. Dogberry and Verges have
received instructions from Leonato to question the villains that they caught the night
before. Dogberry: We are now to examination these men. (48)
1912
12

It takes place just before Hero’s wedding. Innogen: My Lord, they stay for you to give our
daughter to her husband. (48)
W.S. –
•

IV.i – This scene is Hero and Claudio’s intended wedding day. It takes place seven days
after II.i.

•

IV.ii – There is no direct evidence as to when this scene takes place, but it must take
place during or shortly after the wedding. This is based on Dogberry’s use of the word
“now” (48) in Scene III.v.

•

V.i – It is unknown when this scene takes place. Because it refers to the time of Hero’s
funeral, it must be shortly after IV.i. This is due to the fact that there was not a long
period in between a person’s death and their funeral.

This scene also gives reference for the last two scenes.
Leonato: Sing it tonight. (69) As a reference for Hero’s funeral in V.iii.
Leonato: Tomorrow morning ... be yet my nephew. (69) This is a reference for the time that
exists between this scene and V.iv, when Claudio will come to marry “Leonato’s niece.”
•

V.ii – This happens after V.i. In V.i, it is revealed that Don John was behind the plot to
destroy Hero’s wedding. It is during this scene that Benedick and Beatrice find out that
Hero has been vindicated. Ursula: It is proved … Don John is the author of all.” (74)

•

V.iii – The funeral begins late in the evening of the day that V.i happens. We know this
from Leonato’s line in V.i (69) and from the song. Chorus: Goddess of the night (75)

The scene ends the next morning. Don Pedro: Good morrow masters. (76)
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•

V.iv – This scene takes place later the same day of V.iii. We know this based on the time
that V.iii ends and Leonato’s line in V.i (69).

Don Pedro: Good morrow to this fair assembly. (78) From this line we can see that it is still
morning.

II. Time
A. In what country, region, or city does the play occur?
The play takes place in Italy, on the island of Sicily, in the city of Messina. Messina is the
side of the island that is closest to the “boot” of Italy.

B. Are any geographical features described?
There are no geographical features described.

C. In what specific locale does each scene occur?
I.i – Before Leonato’s House
I.ii – A room in Leonato’s House
I.iii – A room in Leonato’s House
II.i – A hall in Leonato’s House
II.ii – A hall in Leonato’s House
II.iii – Leonato’s Orchard
III.i – Leonato’s Orchard
III.ii – A room in Leonato’s House
14

III.iii – A Street (1912 – Changed to Outside Leonato’s Home)
III.iv – Hero’s room in Leonato’s House
III.v – Another room in Leonato’s House
IV.i – Inside of a Church (1912 – Changed to Outside Wedding)
IV.ii – A Prison
V.i – Before Leonato’s House
V.ii – Leonato’s Garden (1912 – Changed to Balcony)
V.iii – A Church (1912 – Changed to Garden Cemetary)
V.iv – A room in Leonato’s House (1912 – Changed to Outside Leonato’s House)

D. Do the locations change in a scene? If so, when and to where? (I will use specific
references to our stage for this, but it will include the action of the play)
I.i – Enjoying Each Other’s Company and Welcoming Soldiers Home: In front of
Leonato’s house and around the front steps.
I.ii – Leonato and Antonella talk: Leonato’s Small Balcony
I.iii – Don John, Conrade, and Borachio hatch a plan: Under large balcony and enter
house.
II.i – After Dinner Girl Talk: Under Large Balcony; Dance: All Around Leonato’s House;
Don Pedro and Hero’s Private Talk: Back Patio; Tricking Claudio 1: Leonato’s Small
Balcony; Marriage Plans and Pedro’s Plan for Beatrice and Benedick: Front steps of
Leonato’s House.
II.ii – Don John and Borachio hatch another plot: Upper Balcony.
15

II.iii – Benedick wakes: Upper Balcony; Don Pedro, Leonato, and Claudio trick Benedick:
Below Upper Balcony and around Leonato’s Garden; Beatrice calls Benedick for the
meal: Benedick still on the Upper Balcony and Beatrice calling from below. (Reverse
Romeo & Juliet)
III.i – Hero and Ursula trick Beatrice: Garden around front steps.
III.ii – Benedick, the shaven man, and his talk with Leonato: Walk around the home of
Leonato.
III.iii – Dogberry’s Instructions: Outside Leonato’s House; Borachio’s Bragging: Front
steps of Leonato’s House; Nabbing the Villains: Around Leonato’s House.
III.iv – Getting Hero Ready: Upper Balcony
III.v – Dogberry’s Instructions from Leonato: Leonato’s Small Balcony
IV.i – Wedding & Accusing Hero: Garden around front steps of Leonato’s House.
IV.ii – Questioning the Villains: Outside Leonato’s House
V.i – Comforting Leonato & Exposing the Villains: Front steps of Leonato’s House
V.ii – Beatrice and Benedick’s first date: Upper Balcony
V.iii – Hero’s funeral: Leonato’s Garden/Family Cemetary
V.iv – The Proper Wedding and Celebration: Front steps of Leonato’s House

III. Social Environment
A. What are the family relationships?
W.S.

16

• Leonato and Innogen are married;
• Leonato and Antonio are brothers. With a surplus of talented females at auditions,
Antionio became Antonella (see below under 1912.)
• Hero – child of Leonato and Innogen;
• Beatrice – neice of Leonato and Innogen (Leonato’s brother’s daughter).
• Hero and Beatrice – cousins.
• Don Pedro and Don John – half‐brothers.
• George Seacoal – son of Sexton Francis Seacoal.
1912
•

Antonella – sister‐in‐law of Leonato and Innogen; aunt of Beatrice and Hero.

•

Ursula – daughter of Francesca (Servant 1); sister of Angelo (Servant 2).

•

Francesca – mother of Ursula and Angelo.

B.

What are the friendships?
W.S.

•

Hero and Beatrice

•

Hero and Ursula

•

Benedick and Claudio

•

Benedick and Don Pedro

•

Claudio and Don Pedro

•

Leonato and Don Pedro

•

Don John and Conrade
17

•

Don John and Borachio
1912

•

Innogen and Lady Carlotta

•

Innogen and Antonella

•

Messenger and Balthasar

C. What are the love relationships?
W.S.
•

Hero and Claudio

•

Beatrice and Benedick

1912
•

Ursula and Messenger

D. What occupational groups are represented?
• Military: Don Pedro, Don John, Benedick, Claudio, Conrade, Messenger, Balthazar
• Police Posse: Dogberry, Verges, George Seacoal, Hugh Oatcake, Watch 1, Watch 2
• Attendants of Leonato’s House: Ursula, Margaret, Francesca, Angelo, Borachio
• Law & Politics: Leonato, Sexton Francis Seacoal
• Church: Friar Francis

E. What social classes are represented?
From the Top – Down
18

Religious Class: Friar Francis
Monarch Class: Prince Don Pedro
Ruling Class: Governor Leonato
Upper Class: Governor’s wife Innogen, Governor’s child Hero, Count Claudio, Signior
Benedick, Governor’s neice Beatrice, Lady Carlotta, Don John
Upper Middle Class: Sexton Seacoal, Dogberry, Verges, George Seacoal
Working Class: Ursula, Margaret, Francesca, Angelo, Borachio

F. What are the social standards? And what are the rewards for conforming to these
standards?
1. When the prince, Don Pedro, speaks, you listen:
•

Don Pedro: I charge thee (Benedick) on thy allegiance. (7) and Benedick answers.

•

Don Pedro: If thou (Claudio) dost love fair Hero, cherish it, and I will break with
her, and with her father, and thou shalt have her. (9) and Claudio and Hero get
engaged that night.

•

Don Pedro: I have wooed in thy name (Claudio), and fair Hero is won; I have
broke with her father, and, his good will obtained; name the day of marriage.
(20)

The reward for this conformity is staying in the monarch’s good graces.
2. A father controls his daughter’s future.
•

Innogen: Well, daughter, I trust you will be ruled by your father. (14)

•

Beatrice: It is my cousin’s duty to make curtsy, and say “Father as it please you.”
(14)
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•

Leonato: Daughter, remember what I told you: if Don Pedro do solicit you in that
kind, you know your answer. (14)

3. Before you can get the hand of a woman for marriage, you must first receive the
approval of her father or guardian.
•

Claudio gets very lucky with this, because Don Pedro does all the work for him,
as evidenced by Section III (Social Environment). Question F. Answer 1 (III.F.1)
above.
Leonato: Count [Claudio], take of me my daughter, and with her my fortunes; his
Grace [Don Pedro] hath made the match. (20)

•

Benedick, however, must do the work himself and seek Leonato’s approval to
marry Beatrice.
Benedick: I do with an eye of love require her [Beatrice]. (77)

•

Benedick: My will is your [Leonato] good will my stand with ours [Benedick and
Beatrice] this day to be conjoined in the state of honourable marriage. (78)

The rewards for this conformity are approved marriages.
4. There are standards for a woman’s virtue.
•

This is best evidenced by Borachio’s plot in Act II, Scene ii.

•

Borachio: Go to the Prince, your brother; spare no to tell him, that he hath
wronged his honour in marrying the renowned Claudio … to a contaminated
state, such as one is Hero. (23)

•

Borachio: There shall appear such a seeming truth of Hero’s disloyalty. (24)

•

Don John: The lady [Hero] is disloyal.
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Claudio: Who Hero?
Don John: Even she: Leonato’s Hero, your Hero, every man’s Hero. (38)
•

Claudio: She’s but the sign and semblance of a maid. (50)

•

Claudio: I mean not to be married, not to knit my soul to an approved wanton.
(50)

•

Claudio She knows the heat of a luxurious bed; Her blush is guiltiness not
modesty. (50)

•

Leonato: Death is the fairest cover for her [Hero] shame. (52)

The rewards for conforming to this social standard, see a woman being viewed as
virtuous allowing her to win the heart of a good man, and have a good life.
5. An honorable man will do almost anything to keep his honor.
•

Claudio is so determined to keep his honor that he spurns Hero at the altar on
their wedding day. As evidenced by III.F.4 above.

•

Following Don Pedro and Claudio’s accusations against Hero, Benedick is no
longer interested in staying in their company. While this is true, Benedick
continues to speak respectfully to the Prince. Benedick has very strong opinions
about their actions, but he sticks to social standards and maintains his honor
throughout.
Benedick: My Lord [Don Pedro] for your many courtesies, I thank you. I must
discontinue your company. You have, among you, killed a sweet and innocent
lady. (67)
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•

In response to the discovery of their wrongs, Don Pedro and Claudio hold their
honor in higher esteem than their place and social standing.
Claudio: I know not how to pray your [Leonato] patience; … Choose your revenge
yourself, impose me to what penance your invention can lay upon my sin. (69)
Don Pedro: To satisfy this good old friend [Leonato], I would bend under any
heavy weight that he’ll enjoin me to. (69)

•

To make up for his actions, Claudio is willing to marry another woman at
Leonato’s request.
Leonato: And since you could not be my son‐in‐law, be yet my nephew… give her
the right you should have given her cousin, and so dies my revenge. (69)

The reward for this social conformity is being viewed as an honorable and noble man.

IV. Economic Environment
A. What is the general economic system at work in the play?
W.S.
There is no direct evidence to state the system at work. There are a few examples of
business activities in the play. Money is a factor in determining the class system, but the
specific system is not given.
1912
The economy of Messina, at this time, was in a precarious place. An earthquake
devastated this community in 1908 and the recovery has been slow, but steady.
However, Leonato’s wealth and position assured his quick recovery. The successful
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outcome of the Italo‐Turkish War promised new land and economic opportunities. With
the business transactions, which will be addressed next, point to this being a capitalist
time for Messina.

B. Any specific examples of business activities or transactions?
• The mentions of money begin with Leonato’s willingness to open his home to Don
Pedro’s army. (5)
• Another economic situation is mentioned when we learn that Leonato has no son, and
Hero is his only heir. (8)
• In Act II, Beatrice talks of how a man having “money enough in his purse,” would win
any woman. (13)
• When the marriage of Hero and Claudio is announced, Leonato: take of me my daughter
and with her my fortunes. (20)
• Also in Act II, Beatrice is speaking of the prince’s position which speaks to social
standing, but uses also the terms of value and wealth, “your grace is too costly to
wear.” (21)
• Later in Act II, Don John offers 1000 gold coins to Borachio if he can succeed in their plot
to bring down Hero and Claudio’s wedding. (24)
• Talk continues of Borachio being paid for Hero’s humiliation happens in Act III.
Borachio: I have earned a thousand ducats. (42)
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•

Borachio goes on to make an interesting statement about crime and economic standing.
Borachio: When rich villains have need of poor ones, poor ones may make what price
they will. (42)

C. Does economics exercise any control over the lives of the characters?
Yes. Economics control the social classes. Economics also play a role in Borachio
executing the plot to destroy Hero. With his position in life and the amount of money
Don John was offering, many could not have passed up such an opportunity.

V. Political & Legal Environment
A. What is the system of government that serves as the background for the play?
There is little evidence, apart from certain characters’ given titles (Prince, Governor,
etc.), that a specific system of government is in place. Even those titles contradict each
other.
W.S.
We know that Leonato is Governor of Messina. However, we do not know how he
became governor or how long he has been governor. We also do not know what
specific responsibilities the Governor has. We know that Don Pedro is Price of Arragon,
which is in Spain. If that is so, his position has little impact on the city of Messina on the
island of Sicily.
1912
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Leonato is Governor. Don Pedro is Prince, however we have removed any mention of
Arragon. He would have been a son of Victor Emmanuel III, King of Italy from 1900 –
1946.

B. Any specific examples of political or legal activities, actions, or ceremonies?
• Act III, Scene iii – Constable and the Night Watches watch Leonato’s house and also
capture Conrade and Borachio.
• Act III, Scene v – Constables Dogberry & Verges inform Governor Leonato about the
capture of two villains.
• Act IV, Scene ii – Dogberry and the Sexton question Conrade and Borachio
• Act V, Scene i – Dogberry and the Sexton take the two villains to the Governor to
confess their deeds. They are subsequently turned over to Leonato.
• Act V, Scene iv – Dogberry enters to inform the Governor that Don John has been caught
and is being brought back to Messina by armed guards.

VI. Intellectual & Cultural Environment
A. What is the general level of culture and education of the characters?
There seems to be a high level of education with Leonato and his family. The Prince and
the men that most closely surround him also seem to have received an education. This
is best exemplified in the battle of wits that happens between Beatrice and Benedick
beginning in Act I, Scene i and continuing to the end of the play. There seems to be a
lack of education for Dogberry and the other police officers.
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As for culture, again the higher classes seem to have had exposure to culture. This also
seems to have filtered down to some of the servants as well. This is best exemplified by
Margaret when she is discussing the Duchess of Milan’s gown with Hero before her
wedding. (44)

B. Any examples of specifically artistic or educational activities?
There are no specific examples in the text. However, one example that should be
mentioned is the dancing that takes place in Act II, Scene i. It is more an opportunity for
frivolity and fun, however it also gives an example of a way that culture and art have
found their way into life in this world.
A possible example of an artistic activity, could be seen in the writing of love notes that
both Beatrice and Benedick engage in. While we, the audience, do not know what those
letters contain they are both brought out as evidence of their love for one another. (80)
This leads me to believe that they are very honest and heartfelt messages, which to
many people might be considered art.

C. Any characters obviously more or less educated or intelligent than others?
Everyone in the play seems to be more educated than poor Dogberry and his followers
Additionally based on their war of wits and the speed with which they lob insults at one
another, it is very clear that Beatrice and Benedick are very intelligent and seemingly
well‐read. This doesn’t mean that they have gone to school, but it would make sense
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due to their positions in society that they have received quality educations.
Additionally, they have clearly been educated by life.
Also based on his interactions with Beatrice and Benedick it is clear that Leonato is very
well armed for any war of wits.

D. Does intellect or culture exercise any control over the lives of the characters?
Intellect seems to be very important to both Beatrice and Benedick because it is the
weapon they use to stave off love and relationships.
Culture, meaning what we receive from different works of art and readings, does not
appear, based solely on the text, to be a major controlling force in the action of the play.

E. Who controls the intellectual and cultural circumstances in the play?
Intellectual control is an interesting thing in this play.
There is an interesting struggle for control that happens throughout the play between
Beatrice and Benedick using intellect. They use it to catch one another off guard, to
confuse, to manipulate, to endear, to humiliate, to hold, and to disgust each other.
Leonato, as Beatrice’s uncle and Benedick’s Governor, could put an end to their battle of
words at any point that he wanted however he doesn’t.
The same can be said for Don Pedro, who ultimately can control most all things. If he
were to tell Beatrice and Benedick to be quiet then they most certainly would.
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However Don Pedro and Leonato choose not to exert their control most of the play.
Don Pedro has a reference to each of them that essentially says they have gone too far,
but never does he tell them to stop.
Don Pedro: You have it full, Benedick: we may guess by this what you are, being a man.
(5)
Don Pedro: You have put him down lady, you have put him down. (19)

VII. Spiritual Environment
A. What is the accepted code of religious or spiritual belief?
Catholicism would have been the dominant religion in Italy both when Shakespeare
wrote the play and in 1912. The Friar is a priest in the Franciscan order.

B. Any examples of specifically religious or spiritual activities or ceremonies?
• Hero and Claudio’s intended wedding – Act IV, Scene i
• Hero’s supposed funeral – Act V, Scene iii
• The Wedding of Hero & Claudio and Beatrice & Benedick – Act V, Scene iv.

C. There are many religious references in the play that show the control spirituality has
over this world.
•

Beatrice: Oh Lord (4)

•

Benedick: In God’s name (6)

•

Benedick: Why, i’ faith (6)
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•

Benedick & Claudio: God forbid (7)

•

Claudio: And in faith (7)

•

Antonella: God will send (13)

•

Beatrice: Get you to heaven (14)

•

Beatrice: Till God make men (14)

•

Beatrice: Good Lord (20)

•

Beatrice: God give you joy (21)

•

Don Pedro: When mean you to go to church
Claudio: Till love have all his rites (21)

•

Benedick: It please God (25)

•

Claudio: Before God (29)

D. Who controls the spiritual circumstances in the play?
Friar Francis and by extension God control the spiritual circumstances in the play. Friar
Francis is a very well respected man. When he speaks people listen.

E. How strongly do they exert control?
Friar Francis doesn’t exert his control very strongly, because he doesn’t need to. He is
given control by most every character in the play. When he speaks people listen. This is
best exemplified by Leonato’s family going along with the Friar’s plot to allow everyone
to believe that Hero is dead. He explains quite convincingly that this will make Claudio
realize how important she was to him. (55)
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VIII.

The World of the Play

A. What has happened before the play begins?
Immediately before:
•

Soldiers are returning victorious from war. (No information is given that lets us
know what war.) They were led in battle by the Prince, Don Pedro. In battle,
Claudio’s bravery helped bring him the attention and respect of Don Pedro.
Benedick also distinguished himself in the war. (3‐4)

•

During the war, Don John disagreed publicly with his brother, Don Pedro. This
caused problems, but Don Pedro has let their disagreements go and has continued
to trust Don John. (11)

Before the War:
•

Claudio knew Hero and liked her, but never did anything about it. (8)

•

Beatrice and Benedick had a relationship, of sorts, but Benedick broke her heart.
(19)

•

Borachio and Don John were familiar with each other and had worked together. (11
and 23)

•

Borachio and Margaret became close (23)

Long before the war
•

Beatrice was taken in by Leonato after being orphaned. Her father is not
referenced, but at Leonato’s brother. Her mother is mentioned, briefly, when she
discusses her birth with Don Pedro. (21)

•

Don John was born a bastard son of Don Pedro’s father. (54)
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B. What are the polar attitudes of principal characters at the beginning and at the end?
Beginning
Beatrice speaks out against marriage often. Benedick is a self‐confirmed bachelor who
prefers to keep women at a distance. He can enjoy their company, but then sends them
away. These two both make statements about how they will never marry.
End
They have both had their love for each other publicly announced and they are marrying.

C. What does the title mean in relation to the world of the play?
The title of Much Ado About Nothing is very interesting. The play is very much a play
where everyone gets very excited and upset and obsessed with what ultimately turns
out to be nothing. When Don John reveals that Hero is cheating on Claudio, and Claudio
later reveals it to everyone during the wedding, a lot is made of this supposed cheating.
Hero’s reputation is ruined, the wedding is called off, Leonato actually says that it would
be better if his daughter were dead than for the family to suffer this humiliation.
However, when the truth is revealed everyone learns that Hero did nothing to deserve
this treatment and there is nothing for everyone to be so alarmed about.
There are some who believe that nothing in Shakespeare’s day was pronounced
“noting” and some who believe that the title was originally Much Ado About Noting,
which would be an equally appropriate title. Noting, and its simpler version note, is
used a great deal in the play. We get it from Claudio just a few pages in to Act I, Scene i.
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Claudio: Didst thou note the daughter of Signior Leonato? (6)
Noting plays an important role in this play, as there are lots of examples of people
eavesdropping to get information. Benedick overhears a conversation between Claudio,
Don Pedro, and Leonato where it is announced that Beatrice has written about her love
for Benedick. (28) It is not true, that we know of, however it does help Benedick to
change his opinions of Beatrice and ultimately fall in love with her. This leads to both
Beatrice and Benedick writing love notes, a fact that is disclosed in the final moments of
the play. (80) The same eavesdropping happens when Beatrice learns of Benedick’s love
for her by hearing a conversation between Hero and Ursula. Another important fact
that is noted through secrecy is something that we don’t see in the play but hear about
before and after. It is the night that Borachio visits Hero’s window and Margaret,
dressed as Hero, allows him to enter. Don John, after carefully plotting with Borachio,
makes sure Claudio and Don Pedro are where they need to be, the night before Hero
and Claudio’s wedding, in order to see proof of Hero’s infidelity. This new information
that Claudio notes, changes his opinion of Hero and of marriage and thus he calls the
wedding off.

D. Statement of main idea. What is the main idea of the play?
Much Ado About Nothing is a celebration of the victory of truth and love.

E. Justify the statement with information from the play.
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Much Ado About Nothing is a study of the positive and negative effects of gossip and
innuendo.
There are two plots that the play ultimately concerns itself with; the first being that of
Beatrice and Benedick. Beatrice and Benedick are so stubborn and determined to not
fall in love and/or marry that they have turned against any opportunities that they
might have. Beatrice does this by humiliating or intimidating most men that make an
attempt for her hand; Benedick, by using women for what he needs and then moving
on. This continues until Don Pedro decides that the two would make the perfect couple
and then sets about to make it happen, aided by Leonato, Claudio and Hero. They make
up some gossip about each being in love with the other and then set the trap by making
sure that the other knows it. The ultimate result is that the two will find love with one
another and they will marry.
The second and perhaps more important plot is that of Hero and Claudio. Claudio
returns from the war, sees Hero and is reminded of all the feelings that he had for her
before the war. It seems now that his feelings have only deepened. With this being the
case, he attempts to have Benedick help him. This does not get him very far, however
what it does get him is the assistance of Don Pedro. When Don Pedro joins his cause
everything seems to come together. Don Pedro arranges with Leonato, for Claudio to
have Hero’s hand in marriage. All is going along very well, until Don John decides that
he wants to ruin Claudio’s reputation. Don John decides that the best way to do this is
to ruin Hero. In ruining Hero, Don John will ultimately be able to ruin everyone he feels
he has been wronged by: his legitimate brother and Prince, Don Pedro, who arranged
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the marriage; Claudio, his brother’s new favorite soldier; Leonato, who has paid all his
attentions to Don Pedro and none to Don John. The only thing that he has to do is to
ruin this poor girl’s reputation. Don John works with Borachio to make this happen, but
not until the night before the wedding. This means that Claudio has little time to act,
and ultimately his act of cancelling the wedding happens at the wedding and in front of
everyone. This further adds to the humiliation of all parties.
So, through Hero and Claudio we see the negative and harmful effects of gossip and
innuendo. Through Beatrice and Benedick, we see the possible positive effects.
However, it is not until Hero and Claudio are torn apart that Beatrice and Benedick are
able to admit how much they love one another. The situation is further continued by
rumors being spread that Hero has died following her ruin. In the aftermath of this
gossip we come to learn that Don John has fled Messina, that what was thought to have
happened the night before the wedding did not happen, and that Hero was wrongfully
accused. Her death makes Claudio appreciate her more, and when it is revealed that
she is alive, they are set to marry immediately. Their marriage also brings with it the
marriage of Claudio’s friend and Hero’s cousin, Benedick and Beatrice. Therefore,
gossip and innuendo play a role in making happen both of the ensuing marriages that
put an end to this Shakespearean comedy.
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3
A UNO Much Ado: 1912
The exact beginning of the road to UNO’s production of Much Ado About Nothing is
unknown, but this chapter will briefly recount my knowledge of how it came to be. My
involvement in UNO’s production of a Shakespeare piece began over burgers at Bruno’s Tavern
with David Hoover and Chrissy Garrett before a production of Summer Lyric’s production of Pal
Joey. We were discussing the 2008‐2009 season and David informed us that the closing show
of our season would be something by Shakespeare. He further announced that I would be
directing it. He had originally intended to direct The Winter’s Tale, but as he was just beginning
his first year as FTCA Department Chair and he was still unsure of what all would be waiting for
him in that position he decided that Shakespeare would be a great project for me to tackle.
Over the next few weeks we discussed several Shakespeare plays: The Winter’s Tale, Romeo &
Juliet and Cymbeline were all heavily discussed before we agreed on Much Ado About Nothing.
After several reads of the script, I began my research of Italy. I always wanted to keep
Shakespeare’s intended setting of Italy. Since I was young, I have had a very romantic and
idealized view of Italy and one element that I enjoyed about Much Ado About Nothing was the
romance the story employs. With Italy as the setting, I began researching wars and/or battles
that Italy emerged victorious. This given circumstance of the soldiers returning victorious from
a battle begins the action of the play. As such it was important to find something strong that
they would be celebrating. It was a possibility that I create a battle, but that never was of
interest to me. After a few weeks of research, I settled on two possibilities – the Crusades and
the Italo‐Turkish War. Each time period was tied to a movie with which I was familiar. Robin
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Hood: Prince of Thieves was following a successful period in the Crusades. A Room with a View
was partially set in Italy around the same time period as the Italo‐Turkish War. After sitting
down and reading E. M. Forster’s novel, A Room with A View, my time and place were set.
Forster’s words reinforced my idealized view of Italy as well as my view of the characters that
inhabit the play.
“’One doesn’t come to Italy for niceness,’ was the retort, ‘one comes for life,’” (Forster
33).
“For one ravishing moment, Italy appeared. She (Lucy Honeychurch) stood in the Square
of Annunziata and saw in the living terra‐cotta those divine babies whom no cheap
reproduction can ever stale. There they stood, with their shining limbs bursting from the
garments of charity, and their strong white arms extended against circlets of heaven. Lucy
thought she had never seen anything more beautiful,” (Forster 36).
“Youth enwrapped them; the song of Phaeton announced passion requited, love
attained. But they were conscious of a love more mysterious than this,” (Forster 318).
John Colmer, in his novel E. M. Forster: The Personal Voice, said “A Room with a View is
Forster’s sunniest novel, the one in which he comes closest in spirit to Jane Austen. It
celebrates the victory of love and truth,” (Colmer 43). As previously stated in the previous
chapter, I think Much Ado About Nothing is also a celebration of those same victories of love
and truth.
Forster’s novel captured a romantic and ultimately happy tale. What’s more, his love of
Italy was evident in his writings and that was the world I wanted to create for our production of
Much Ado About Nothing.
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As for the Italo‐Turkish War, the site History of War provides a good synopsis of the war.
“Blatant war of aggression launched by Italy against Turkey, with the aim of
gaining Libya, in order to counterbalance French conquests in North Africa. Part
of the general feeding frenzy that surrounded the decline of the Turkish Empire
('The Sick Man of Europe'). Italy declared war on 29 September 1911, and after
preliminary naval bombardments, an Italian naval forces occupied Tobruk (4
October) and Tripoli (5 October). The army, under General Carlo Caneva, took
over the occupation on 11 October, and promptly stalled under a combination of
skilful Turkish religious propaganda amongst the local population and the
caution of Caneva. It was only the next summer, starting in July 1912, that the
Italians advanced out of their coastal strongholds, slowly forcing the Turks back,
and winning several victories over them. However, it was the threatened
outbreak of the First Balkan War that forced Turkey to make peace, and by the
Treaty of Ouchy (15 October 1912), Turkey gave Italy Libya, Rhodes and the
Dodecanese islands. Blatant war of aggression launched by Italy against Turkey,
with the aim of gaining Libya, in order to counterbalance French conquests in
North Africa. Part of the general feeding frenzy that surrounded the decline of
the Turkish Empire ('The Sick Man of Europe'). Italy declared war on 29
September 1911, and after preliminary naval bombardments, an Italian naval
forces occupied Tobruk (4 October) and Tripoli (5 October). The army, under
General Carlo Caneva, took over the occupation on 11 October, and promptly
stalled under a combination of skilful Turkish religious propaganda amongst the
local population and the caution of Caneva. It was only the next summer,
starting in July 1912, that the Italians advanced out of their coastal strongholds,
slowly forcing the Turks back, and winning several victories over them. However,
it was the threatened outbreak of the First Balkan War that forced Turkey to
make peace, and by the Treaty of Ouchy (15 October 1912), Turkey gave Italy
Libya, Rhodes and the Dodecanese islands,” (Rikard).

37

As a result of this conflict, Italy acquired three Ottoman provinces that together formed
what would become known as Libya. Italy believed these additional lands would provide
financial rewards, which provides a reason for the celebration that begins Much Ado About
Nothing.
The following is my concept for our production. A brief view of the following
information is also contained in my power point concept presentation to the designers, located
in Appendix B.
Our production retains Shakespeare’s original locale. Messina is a very interesting
location. Keeping it in Italy presents a few challenges, but none that we can’t work through.
The time for the production will be the year 1912. As the play opens, Don Pedro and company
are returning victorious from their mission with the Italo‐Turkish War. This is extremely
appropriate for several reasons. I first looked back at 1599, when the play is believed to have
been written. At that point, England sent troops to Ireland to keep order. Elizabeth I’s
determination to keep the land England had acquired in some ways mirrored Italy’s desire to
gain the lands that they received as a result of the Italo‐Turkish war. This period, at the
beginning of the new century, also provides us with a very romantic and hopeful period that
can help us with our play.
As with any Shakespeare play, there are a great many themes in this play. However, I
find that all roads lead to deception. Deception is necessary. From it both we get both good
and bad results. Deception ultimately leads to a lack of trust. Nowhere is this more evident
than in Hero and Claudio. Claudio, following Don John’s first lie, is heartbroken. Don Pedro is a
small factor in his brother’s first lie. As a result of both of John’s lies, Don Pedro’s reputation
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suffers. As a result of Don John’s deception, Hero’s reputation is tarnished. However, without
deception, Beatrice and Benedick would never have gotten together. Additionally, through
deception Hero and Leonato get their revenge. Everyone that is deceived in the play at some
point also decieves someone else. Don Pedro, Leonato, Claudio, Hero, Margaret, Ursula all take
part in the deception of Beatrice and Benedick. And they are all deceived by Don John’s lies.
The metaphor for our production is the nightshade flower. This flowering plant is Much
Ado About Nothing. At first look, you see something delicate, a pink and yellow flower; much
like Much Ado. Many people will just see it is a Shakespeare comedy and already have
preconceived notions. What makes this flower unique is that it has been used medicinally for
centuries. It has been used to help with arthritis and headaches. It has a numbing effect. This
is just like deception. A little bit can work miracles; however if too much is used, it can kill. It
can get Beatrice and Benedick over their pride. But too much and Hero’s reputation is
destroyed and Claudio’s heart is broken. Additionally, the name suggests something
completely different than what it is. Night and shade both refer to darkness or withholding of
light or sun, but it is actually bright pink and yellow.
Additional information that provides some relevance to designers and actors is that
Messina is a small state on the island of Sicily, closest to the boot of Italy. Messina is made up
of a lot of rocky and hilly terrain. The action of Much Ado About Nothing centers around
Leonato’s house. Leonato, as Governor of Messina, would have a house high above Messina
that would allow him to look down over his city. Essentially Shakespeare gave us four locations
in the play: outside Leonato’s house, inside Leonato’s house, the jail and the church for Hero’s
wedding and funeral. For simplicity, I believe the production can do without a church. The
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wedding and funeral can take place outside Leonato’s home, which is ultimately what we did.
The only issue to solve becomes the jail. As the only things that make the jail necessary are for
interrogation and confession of crimes, this essentially could be done outside Leonato’s home
as well. The discussion of events surrounding Leonato’s daughter’s “death,” could take place
outside where the villains were apprehended and for their confession of crimes to Leonato they
could be brought to Leonato and done at his home. This is also what we ultimately did. As for
my needs regarding the house, I need a porch and a balcony. For the porch, multiple images
were presented (which can be found in the concept presentation, Appendix B) and specifically I
see something similar to Don Ciccio’s house in Sicily from the movie The Godfather, part 2. My
needs for the balcony are that it be able to fit at least five women comfortably. Images of
balconies were also presented, all of which contained a lot of plants, vines and greenery, which
was another request that I made of both the porch and balcony.
As for lighting, there are three specific needs of the production. The time of day
changes from scene to scene, which should be reflected in the lighting. An outdoor light of
some kind is needed for the night scene with Conrade and Borachio. Finally, there should be a
sunrise that occurs during the funeral.
As for sound, I discovered that ragtime was first introduced to Italy in 1904. It began to
find a small following in the area. I did not find any references to this music in Messina,
specifically; however, there was basis for it being somewhat popular in Italy and it provides a
great backdrop to the action of the play.
As for costumes, several pictures were presented. Afterward several meetings were
held with the costume designer, Leah Scantlen, to further discuss character and actor needs.
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All of these meetings and futher development with the designers will be discussed in the next
chapter, which covers the rehearsal and production process.
One of the most helpful pieces of information that I received in my preparations for the
production came from Rodney Hudson, visiting professor in the fall of 2008. Rodney informed
me of a filmed Broadway production of Much Ado About Nothing. This production was
originally staged by director A. J. Antoon in 1972 for the New York Shakespeare Festival before
it moved to Broadway. It was filmed in 1973 for television. The production was set in America
following America’s successful participation in World War I. I got a lot of the cutting for our
production script from Mr. Antoon’s production. Antoon’s production provided a wealth of
wonderful information and ideas that assisted with our staging.
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4
REHEARSAL AND PRODUCTION
The process began with the concept meeting with designers which happened on January
9, 2009. My director’s concept was presented in a power point presentation, which is included
in the Appendix under section B, Director’s Production Concept Presentation. Two weeks were
given before our next meeting for Kevin Griffith, scenic designer, to come up with his first ideas
for the set. We came back together Tuesday January 27 for our first production meeting. Prior
to this, auditions took place January 22 – 24, 2009.
The initial auditions took place on January 22 in the Robert E. Nims Theatre. Auditioners
were asked to prepare two monologues, one being from Shakespeare’s canon. Two days of
callbacks were planned. January 23 was for anyone called back for the roles of Beatrice,
Benedick, Don Pedro, Don John, Claudio, and Hero. January 24 was for all the other roles.
From the first round of auditions, which drew sixty‐two UNO students, ten students were called
back to read for the six roles that were considered on January 23. An additional 24 people were
called back for January 24, including some of the persons called back on January 23. There
were a lot of tough decisions that had to be made to get my view of this cast put together. On
January 23, I narrowed down the casting of Beatrice and Benedick to four people ‐ two specific
couples. I was pretty sure that I would be casting James Yeargain and Chrissy Garrett after the
first round of callbacks, but I needed to determine how the entire cast would fit around them.
After January 24, I knew they were Beatrice and Benedick. They made the most sense, to me,
when I began factoring in the other actors in other roles. Also, their work during callbacks was
top notch. After they were set, Patrick Payne and Blake Balu fit nicely into their roles as Don
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Pedro and Don John, respectively. Next came the casting of Hero and Claudio. Due to the
smaller number of males at auditions, Louis Saubat was the best choice for the role. Casting
Hero was difficult; however Natalie Boyd distinguished herself in an improv activity that
auditioners were given. After casting Chrissy Garrett as Beatrice, I believed that Hero needed
to be a different type than Beatrice. This left me with few choices, and as I stated before
Natalie provided a nice contrast to Chrissy. After Beatrice and Hero were set, casting Ursula
and Margaret were next. They also came from the first round of callbacks. As Margaret has to
be able to convincingly pretend to be Hero, I needed an actress that was similar to her in type.
Jennie Freeman fit this requirement and also showed a strong work ethic during an Acting
Shakespeare class that I had taken the previous semester. I wanted the same contrast with
Margaret and Ursula that I created with Hero and Beatrice, so I needed someone of similar type
to Chrissy for Ursula. Caroline Langlois presented some funny work during callbacks, so she was
an easy selection for Ursula. January 24 provided me with many great possibilities for the other
roles. Georgette Verdin was someone that was initially considered for Beatrice, but after an
improv activity that utilized the Three Stooges, she was clearly the best choice for Dogberry.
From that same exercise, I set the other watchmen. Sadly, not all of them would stay with the
production. I was also able to plug in most of the additional soldiers, attendants and
townspeople needed to finish casting the show. During the audition process, it became clear
that I would need to utilize more females for some of the traditionally male roles. This was how
Antonio became Antonella. I did not feel like Borachio was a role that I could turn into a
female, so for this role a female was cast to play a male. When the initial cast list was posted
there was only one role that was listed as TBA (to be announced), the role of Leonato. I did not
43

feel that I had anyone at auditions that would fit what was needed for this role. In, what I
assume is, Shakespeare’s original text he included Innogen, who is the mother to Hero. She has
no lines, but is included in stage directions. Since I did not yet have a Leonato, Liz Gore was
cast as Innogen and I redistributed some of Leonato’s lines to Innogen. Additionally, the search
for a strong Leonato was underway.
Our first production meeting, as previously mentioned, took place on Tuesday, January
27. Subsequent production meetings took place on Tuesdays as well, until after the production
opened. At the first production meeting, Kevin Griffith presented his first sketch idea for the
set. With a few discussions about my needs to facilitate the action of the play and a few small
changes that were instituted as a result of the discussion, the sketch was approved. A
groundplan was delivered within a week, and a model quickly followed.
The first read thru with the cast was scheduled for February 4. Circumstances for this
read were not ideal, as the lights in the Performing Arts Center were out all day that day and
still off when rehearsal was to begin. As a result our first read took place on the top floor of the
UNO library. Also at this rehearsal, the cast received their scripts and rehearsal calendars.
Rehearsals began on February 10. The rest of the month of February was spent in the
Robert E. Nims Theatre around a table. This table work included a lot of discussions about
Shakespeare’s language. To facilitate these discussions, I made sure everyone knew what they
were saying from line to line. All of these rehearsals were broken down into specific scenes.
The people called for each scene would read through a few pages of the text, afterward I would
ask questions. This would be followed by clarification on meanings and a second read of the
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text. This continued until we began our production break for Mardi Gras and the Region VI
Kennedy Center American College Theatre Festival.
Blocking began the first week of March. This schedule was also broken down into
specific scenes. Each night new pieces of the set were added, which helped the cast to better
understand the world they would inhabit. Another break was needed shortly into March,
because I wanted to make sure I was prepared to take my Masters Comprehensive Exams.
Once this was out of the way we were back at it. After the completion of my Comps, I moved
quickly to secure a Leonato for our production. David Hoover and I both had conversations
with several people involved with the Shakespeare Festival at Tulane, but nothing materialized.
Eventually, I tracked down Randy Maggiore. I had taken a voice class from Randy a year before
Much Ado About Nothing, and I was aware of his experience with Shakespeare. After
considering it for a few days, Randy came on board March 18, and we were a full cast. The first
night Randy was there everyone else in the cast stepped up their game. He was a professional
from day one to closing and really helped our cast come together. After our cast was complete,
we had a few more breaks for the Tennessee Williams Festival, the Big Easy Awards and a few
days off for Spring Break. Through all of this we were able to have our first stumble thru of the
play on April 2, which was exactly three weeks before we opened.
Throughout all of these rehearsals, I had several separate meetings with Leah Scantlen
about costumes. Leah had an uphill battle for many reasons – first there were twenty‐six actors
in the show and some of them needed more than one costume, second due to the current
economic situation the state instituted cutbacks and UNO put a spending freeze on the
university, third she was working with a very small group of people to get these costumes
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together. Because time was limited during the production meetings and so much of the early
production meetings were devoted to scenic discussions, costumes were not heavily discussed.
This was corrected in our weekly meetings. We discussed colors, character needs, time periods,
times of day, and other pertinent information.
Primary construction was completed for the set two weeks before the production
opened, which provided the cast with the ability to get comfortable with the set. This also
provided Kevin with two weeks to concentrate on painting and set dressings. Sound began to
be instituted about this same time period, particularly for the dancing sequences. Natalie Boyd
and Caroline Langlois took music that I selected and created our dance numbers. It was also at
this time, two weeks from opening, that Jennie Freeman took charge of Hero’s mourning
singers. She and I discussed what the song Shakespeare provided us for Hero’s funeral should
sound and she created it. She also made sure that all responsible for singing, knew the song
and could stay together.
With all of these things coming together we were ready for our technical rehearsals to
begin on Saturday April 18, which was a full day with paper tech, a cue‐to‐cue, and run with
lights and sound. April 19 we added costumes to our lights and sound, which was followed by
three additional dress rehearsals before our opening on Thursday, April 23. Opening went very
well. We had very nice sized houses for the entire run, but opening was our biggest. I couldn’t
believe that it all came together, but it did. We continued our successful run and closed the
show on May 3. Following our closing performance, we struck the set and followed strike with
a wonderful cast party at Marshall Carby’s house.
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5
EVALUATION OF MY PROCESS
In hindsight, a Shakespearean comedy was probably one of the best things for me to
take on for my thesis project. My mentor/major professor told me after my first year at UNO
that he thought my comedy was too self indulgent. I knew what he meant, but I didn’t know
how to correct it. With a Shakespearean comedy, I was allowed an opportunity to work on that
weakness. Additionally it provided me with my first opportunity to tackle Shakespeare. It is not
something that I would have selected for myself, but I am glad it was given to me.
I am continuing to develop as a director and will continue for the rest of my life. That
being said, I don’t think it is unfair or self deprecating to say that I have a great many
weaknesses as a director at this point in my career. I would like to put out before I get too
deeply in to this discussion that I am very proud of the work that I did with Much Ado About
Nothing. I am very proud of myself, my designers, and especially my cast. It was equally a
frustrating and enjoyable learning experience from beginning to end. I believe that the entire
production was ultimately nice, but could have been much cleaner. With that said, I do not
know if I corrected anything regarding my comedy being too self indulgent. Another weakness I
realized during the production was that I was not very good at voicing my frustrations and
discussing them with my designers. This was true of all three designers. Kevin, Shannon, and
Leah all got the job done, but each area could have been better if I had fought harder. My
ability to work with designers has gotten better since I have been here, but it is not strong
enough. I need to speak to any designer that I have like a director speaks to a designer, not like
a student director speaks to a faculty designer. Titles of that nature do not have any place in
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theatre. They can’t in this process. Everyone involved with the process should be treated with
respect, which I believe I am good at, but the final product should always be of first concern.
My issues with the set were ultimately small, and centered mainly around things not being
finished on time. There were changes made from the model to the groundplan to the final
blueprints that the set was actually constructed from. I was not aware of all of the changes that
were made and relied too heavily on the model. One of the most frustrating elements, as far as
the set goes, was that there were parts of it that were not painted on opening night. As for the
lights, Shannon had quite a task ahead of him as the Technical Director and Lighting Designer.
As Technical Director he oversaw the construction of the set, and we had the areas to work in
early enough that the actors could get comfortable with the spaces they’d be working in. But I
believe that this work and possibly other work bled in to his time that was intended to work on
the lights. As a result there were certain elements that I requested that were never gotten to.
Also, as we didn’t finish lights until we opened, I believe that there were sections of the stage
that were too dark. Again I think that overall the work was nice, but could have been cleaner.
As for Leah, I mentioned some of the issues that she ran into with costumes in the previous
chapter. Considering a lack of funds and assistance, I think her work was good. However, there
were several things that she and I discussed in our meetings that were drastically changed or
never happened. This was a learning experience for Leah as much as it was for me. I
appreciate the work that all three of the designers did, but their work could have been
stronger, as mine could have been.
Speaking of my work as the director, I believe that the best quality I brought to the table
was my preparation. I knew this script very well walking into the process. As good as you know
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it, particularly with Shakespeare, it is never enough. But I kept working everyday to better
prepare myself for rehearsal each night. I think another good quality that I bring is my ability to
communicate with actors. I had a wonderful time in the table work period of rehearsals
because we had some very necessary conversations that gave each of us more to consider.
There were several actors in this production that had never worked with Shakespeare before,
and as a result of our work together, they have now and can be more confident in the future
about the possibility of working with Shakespeare.
I did not enjoy this process as much as I have some past directing experiences, but I
think that points to another weakness of mine. I love moment to moment work with few
actors. I very much enjoy working with a small cast and digging in to create moments. I think
that I allowed the size of this show to intimidate me from the beginning and I never fully got
past it. I saw the whole show more often than I saw the moments, and as with anything this big
you have to do it one piece at a time. I know that there were several sections that I could have
tightened up and moved it along quicker, but truthfully in some cases I was just happy to get it
where it was. I had other moments that seemed to be more important to me at the time that I
never got back around to help the show move a little faster. I believe that my biggest failure
with the show was Beatrice and Benedick’s “Kill Claudio” moment. This is a major game
changer for both characters. They have finally professed their love for each other, and Beatrice
drops this bomb. I did not make the lead up clear enough. I worked with Chrissy and James
four different times and what we staged was the clearest, but it wasn’t what I wanted it to be. I
don’t believe it was what they wanted either, but concessions had to be made to get everything
finished.
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The theatre critic from the St. Bernard Voice, Christina Vella, gave our production high
praise. Her review spoke to the strength of the acting, directing, and design. Her review can be
found in the Appendix under section G, Production Reviews.
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